hand, has been depicted as a 'sensuous poetry' centred on the ' evocation of social and physical space.' 2 The two poets have also been compared via their mutual use of what Robert Sheppard calls creative linkage. 3 In part, then, this essay will extend the existing scholarship on Fisher and Freer by considering the developments of their respective practices in their most recent publications. At the same time, however, it will also seek to demonstrate that the complexity of the analyses in these three books demands that they are explored beyond their formal innovations: context is crucial for grasping the two poets' particular critiques.
These contexts and critiques cannot be mapped out through a monolithic or work. 4 The specific contexts of these projects are different as well: whereas Fisher's books are deeply interested in issues involving empathy and scientific enquiry, Freer is more centred on the exploration of urban spaces. However, as this essay hopes to demonstrate, these three texts also share certain parallels through their interest in literary and visual culture. Both of Fisher's projects incorporate painting and collage within their aesthetic approaches, and the language of graffiti -along with the sociolegal and economic frameworks of graffiti itself -are a consistent trope in Freer's collection. Moreover, for both Fisher and Freer, these aspects of visual culture have a strong bearing on issues of state and civil authority: across the three texts examined in this article, practices such as painting, collage or graffiti are all folded into questions concerning the marketization of creative, intellectual and scientific endeavours, as well as the injustice and damage of contemporary capitalism. Throughout, the ethos of Fisher's 'Confidence in Lack' will form a guiding principle for these investigations. It would be contradictory to force these texts, images, and contexts into a readily paraphrasable interpretation, as this would run against the critique of authoritative pronouncements that is at the heart of Fisher's essay. Instead, the intention of this article is to explore the dialogues between text, image, and context in Fisher and Freer's recent works in order to open out some of the ways in which they address certain pervasive trends that continue to shape our current moment.
To begin, we must turn to Crewe, which forms the milieu for the first poem in Fisher himself, we may approach one possible response to such questions. Firstly, ' confidence in lack' is a clear reference to an essay by the same title, published through Writers Forum in 2007. As a brief summary, the essay argues that poetry, ' at its most efficacious,' cannot -indeed, should not -offer the kind of 'logic' or ' coherence' that adheres to the valorization of productivity within a market-oriented public demand. 8 By drawing upon a series of examples and contradictions, including quantum physics, Turing, Plato, Kristeva, Arendt, and Olson, Fisher demonstrates that a demand for a linear continuity and completeness in focus -which he sees as a dominant mode for 20th-century polite intellectual thought -is in fact an act of 'self-deception or more active deceit.' 9 For instance, the essay notes how certain proponents in the early days of quantum theory insisted on coherent mathematical frameworks in their research, even though these coherences became increasingly disconnected from the 'reality' that the theory was trying to describe. 10 In other words, this demand for producing a coherent framework in research undermined the accuracy of the resultant scientific proposals. Fisher sees this situation as analogous to 20th-century poetics, where poetry that adheres to a singular coherence will often achieve little more than a regurgitation of state-sponsored lies. Instead, a ' deliberate and detailed poetic investigation' should take confidence in its lack of coherence, as articulated through The first fustian and velvet cutting shop was established in Crewe produced railway uniforms, 650, people, mostly women, with a need to change trains at a Grand Junction and in comfortable imitation of Crewe Hall.
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Railways play a significant role in the history of Crewe: for instance, Crewe Workswhich was once a major railway engineering facility -is housed within the town.
However, after the facility was privatised in 1988, its profile has largely diminished.
By the time Fisher first came to Crewe in 2005, only around 1000 people worked at the site -a stark decline from the 20,000 who were employed there at the height of its success. As with the aforementioned analyses within the poem and the image, the site-specific concerns of the commentary point towards a communal decline caused by capital and private interests.
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Therefore, the emblems of Proposals opt for a certain kind of decoherence: this neologism -which physicists use to describe the unobservable disturbances that a quantum system enacts on its environment -is, for Fisher's poetics, a condition that subverts the demand for ' completeness or holistic conception' without resorting to the incommunicability that is associated with terms such as incoherence. fixity in an effort to allow other perspectives and histories to proliferate. 63 The book's verbal and visual parrhēsia, at least in these instances, becomes an act of defacement that seeks to decohere the existing canvas, and -ultimately -to efface the traits of this active deceit and displace them through other investigative trajectories.
In this respect, SPUTTOR is a plane of intersections, and these intersections are violent. Its methods are, in certain respects, comparable to Adorno's analysis of Picasso's Guernica: although Fisher is not expressing a 'wordless gesture' or a 'social protest beyond all contemplative misunderstanding', the effacements and defacements of SPUTTOR's collagic disruptions nevertheless 'reveal themselves as the wounds of society.' 64 They are 'socially critical zones' of hurt where the 'untruth' of our national thought ' comes to light.' 65 But while the book visually registers this damage, its is specifically related to the paradoxes between empathy as a human faculty that enables intersubjective emotional experiences on the one hand and 'the human oppression of humankind' on the other. 67 In a method that recalls Blake's parallels between 'The Divine Image' and 'A Divine Image', Fisher's 'Human Poems' examine empathy and oppression, and thus act as an echo or -alternatively -a counterpoint to the violence that is exhibited through the book's visual qualities. 68 SPUTTOR, as a To outline the complexities of these synchronicities in more detail, some context will again be helpful: in The Production of Space, Lefebvre posits that a ' capitalist society [. . .] strives to distil its essence into buildings.' 70 The verticality of its skyscrapers -whether they are public or state buildings -convey an expression of phallocratic authority to passing spectators, while the heights of impoverished tower blocks serve to compensate for the pathetically small size of the living-quarters within. 71 There is nothing innocent about the politics of this space: its outward appearance acts as a visual measure for varying degrees of social standing and prestige. 72 But if we accept this theorization of urban spaces, the presence of graffiti within such settings opens up some further possibilities. Whereas earlier studies explored graffiti as an exercise in gaining a 'sense of control' that tried to communicate at all costs, Jeff Ferrell's more recent work theorizes graffiti as an act of contempt towards the sanctity of private walls in a spatial environment where public spaces are defined and controlled by developers, management companies, multinational corporations, and other private interests. 73 In other words, Ferrell sees graffiti as an enactment of Daniel Guérin's vast anarchistic ' operation of deconsecration'
insofar that it challenges the increasing authority of corporate advertisers and city governments over the spaces of our daily life. 74 In this respect, his study offers a way of thinking about graffiti as an act of defacement that can potentially rewrite the face of the enforced monotony that characterizes the social standing and prestige of Lefebvre's capitalist cities.
Ferrell situates his research exclusively in Denver, Colorado, but his arguments are also helpful for analysing the UK's recent legislative and cultural attitudes towards graffiti. 75 New Labour's approach to it, for instance, was largely synonymous with the language of the Denver-based anti-graffiti campaigners: while the US crusaders claimed that neighbourhood residents ' experience disgust and frustration' at the sight of graffiti, Hazel Blears -as the Home Office minister in 2006 -described graffiti as a ' depressing and unsightly menace' that ' affects people's quality of life, increases fear of crime and reduces pride in a community.' 76 The ideologies behind both positions are clearly influenced by the Broken Windows theory of James Wilson and George Kelling, which argued that graffiti and other acts of vandalism are examples of 'untended' behaviour that 'leads to a breakdown in community controls.' 77 If these behaviours are not redressed quickly, Wilson and Kelling argued, they will lead to -or, at the very least, be accompanied by -a correlative escalation in more serious crime. Even though the theory has been widely criticized for its flawed conceptual framework that relies on unexamined categories such as 'law abiders' and ' disorderly people', as well as its overall lack of empirical support, it still provided the rhetorical basis for some of New Labour's principal legislative acts. 78 The Anti-Social Behaviour Act 2003 granted powers to police officers, local authority officials, or community support officers to issue on-the-spot fines to anyone caught graffitiing; it also forbade the sale of aerosol paints for under-16s. 79 However, despite the severity of this legislative and public rhetoric, contemporaneous judicial sentencing for graffiti violations reveals some contradictory practices. Consider, for example, the discrepancies that emerged between the cases of R v Charan Verdi (2005) and R v Michael Holmes (2006) . 80 In the trial for Verdi -who had admitted to nine counts of writing graffiti on trains -the court ruled for a two-year custodial sentence, followed by a ten-month anti-social behaviour order. The court intended these measures to be a deterrent sentence, in the hope that the courts could make some contribution to stamping out graffiti offences, and stated that people who insist, night after night, in going round with spray cans and so forth and making all this mess on public trains will have to be shown that As these discrepancies indicate, graffiti is not always an unsightly menace in the eyes of the law. It can be tolerable if it involves a person of good character with a 'genuine interest in art.' 83 Furthermore, as the court explicitly associated Holmes' good character with his status of employment, it seems fair to suggest that this official sanctioning of graffiti depends upon the conditions of class and capital. 84 Graffiti is only associated with disgust and menace when it is viewed as anonymous and unproductive; when it somehow 'fails' to cohere with the values of work and productivity.
If the good character of the graffitist can be described according to the bourgeois sensibilities of work and income, graffiti is no longer seen as a depressing sight of criminal damage. Instead, the work of graffiti is assigned with its own financial value.
To borrow Adorno's phrasing, the 'good character' of graffiti permits its inclusion 'in the pantheon of cultural commodities,' where it can decorate 'the walls of the newly prosperous.' Finlay. Banksy's titular ' art buff' stares only at absence, thereby suggesting that contemporary art signifies nothing, and that its appreciators -through both patronage and observation -are active participants in sanctioning that vacuity. But this satire seems superfluous and problematic, as the piece itself signifies nothing: it only offers a mise en abyme where we stare at someone staring at absence. Thus, instead of critiquing the perceived vacuity of contemporary art, Art Buff merely regurgitates that vacuity; it is without subversive motives, amputated from satirical impulses, and devoid of convictions. 86 Consequently, the excitement around Art Buff is based on the notion that it is Banksy's work. Its value depends on his 'good character', which is derived from cultural and financial prestige. This leads to some incongruous aspects in its public reception. When the piece was originally defaced, Kent Police reported that an artwork had been subjected to criminal damage, even though both Art Buff and the phallus could legitimately be identified according to the definitions in The
Criminal Damage Act 1971. 87 In other words, Art Buff is -paradoxically -a work of culturally sanctioned criminal damage that requires protection from public acts of criminal damage. Furthermore, if the purpose of the Triennial is, as its custodians claim, to enable the regeneration of Folkestone through creative activity, Art Buff's contested status as a commodity that can be removed from its site-specific location by the private owners of its ' canvas' seems antithetical to these intentions. Even if the piece is eventually returned to public display somewhere in Folkestone, it is highly likely that it will be placed under strict surveillance in an effort to prevent any further interference from members of the public. As such, the only potential source of property, but instead it aspires towards them; 'it reifies itself, it becomes a commodity.' 96 Consequently, this particular burner -i.e. a large and elaborate piece that is, due to the time required in completing it, often painted legally on the permission of the property owner -offers no disruptions to the prefabricated imagery of the contemporary city. It says nothing about the monstrous accumulation of cashing spillage nor the bureaucratic administration of 'fit forms' or the wage labour of time shifts. In its collusion with the auctioneer's jargon, it agrees to cover up the damage caused by capital.
It is not difficult to imagine graffitists such as Banksy as an emblematic target of these remonstrations. Freer's critique is specific: it is these large and, more importantly, legitimized pieces that ought to be put on the buff. However, a quickly painted tag -the simplest and most prevalent type of graffiti -is still frequently seen as an 'inherently ugly' violation of property rights, and thus unlikely to ever be officially sanctioned in the same capacity as the pieces that Freer critiques. 97 No one has installed perspex covers to protect the obscene graffiti that has appeared on the original site of Art Buff after its removal. This is also the aesthetic that appears closest to Freer's own solidarities. In the author's note that opens the new edition, the poet explains:
The Burner project, continued by Sticking, I would set the Burners down on peel off A4 sticky label sheets. Only a part of the poem would be present with every label pull off. This however, would only be a part of the whole, the rest of the poem moved on, being distributed in clusters through [London] and cities abroad. A few lines over many locations, on differing surfaces, differences of readings, there is no completion but a spreading persistence of wildstyle. 
